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It has now become commonplace to describe the evolution of twentieth-century women's fashion in terms of a gradual process of simplification that began sometime during World War I. Skirts and dresses grew shorter as it became increasingly acceptable to reveal parts of the female body in a manner that would simply have been inconceivable during the Belle Epoque years. Equally fashionable was the very heavy use of makeup, in a way reminiscent of the eighteenth century. No longer clothed from head to foot by deforming garments that hid their natural shape, women were instead allowed to expose parts of their body within limits. Yet, since nudity was still not deemed acceptable, these newly visible parts of the female body had somehow to be framed. For example, by the early twenties, lipstick was popularly used to underline women's lips, from which long cigarette holders emerged in an obvious sexual allusion. Or, when for the first time the hands that bourgeois married women had kept well hidden with gloves were revealed, male attention was drawn to them by large, heavy bracelets. Hence, social codes underwent a deep transformation from the period where the only alternatives in women's fashion were either total dissimulation of the female body or the nudity of painters' models to an era where objectified parts of the body could be displayed through a ritualized staging of what was perceived as decent and permissible. Paralleling this trend in fashion, Surrealism participated in the typically modern artistic current characterized by a sadistic fragmentation of the female body as found, for example, in Breton's Nadja, Bufluel's Un Chien andalou, and Elsa Schiaparelli's fashion shows. ' Sixty years later, it is interesting to note that this process of fragmentation is alive and well and has been followed by an increas-1 Once ambivalence and the symbolic function have been liquidated, nudity again becomes one sign among others, entering into a distinctive opposition to clothing. Despite its 'liberationist' velleities [sic] , it no longer radically opposes clothing, it is only a variant that can coexist with all the others in the systematic process of fashion: and today one sees it everywhere acting 'in alternation.' (98) Sandwiched between Westwood's models and Chantal Thomas' obsession with turning the inside into the outside, that is underwear into outerwear, the Chanel lines offer a curious mix of its wellknown sobriety with a return to the seventies-style see-through blouse worn under a business suit.
Another example can be drawn from Femmes magazine (1992), a leading publication that achieved success through a mix of high fashion, superficial intellectualism, and elitist appeal to the professional woman. It regularly features expensive clothes from the best fashion designers, interviews with intellectuals and writers, as well as fiction, the latter tending to be openly erotic within the limits of bourgeois good taste. However, the code of bourgeois eroticism (as However, pornography in the modern sense of the term-i.e. a standardized mass-produced commodity-emerged relatively late at the end of the nineteenth century, as is well known. Yet, as early as Restif, pornography has been linked to prostitution up to and perhaps including its emergence as the gigantic industry it is today due to the invention of the VCR. It is interesting to note that the emergence of pornography as a major market phenomenon has been contemporary with the historical trend that encourages not only women to borrow men's attire, but also men to indulge in a symmetric form of gender reversal, a fact which is often forgotten. Since the sixties men have appropriated long hair, earrings, rings, jewels, perfume, and makeup (Yonnet 346) . The only logical consequence of this process would indeed be the collapse of patriarchal authority and a turn in the direction of androgyny (Cook and Kroker 21) . It also follows, as Baudrillard would have it, that porn becomes no more than the paradoxical limit of the sexual.4 Yet, on the other hand, nudity-in its highly civilized Baudelairien form that has nothing to do with nature since it calls attention to itself in the most artificial way-appears to be the outer limit of fashion.' Both phenomena converge towards a space of representation that for the moment has no name-yet it is a trend fiercely opposed, and by strange bedfellows at that. In late capitalism the necessity of profit is bound to undermine absolutely every moral value inherited from the past: if it is true, therefore, that porn is the paradoxical limit of the sexual, then it might very well be the case that trafficking in human organs is the not-so-paradoxical limit of any market economy.6 I will return to this in a moment. While no one would want to deny that pornography exploits women's bodies and turns them into objects, it can be argued that major league sports do so as well; this exploitation is even expanded to children gymnasts in a planetary pedophiliac display, as recent Olympic games have demonstrated. As for the exploitation of men's bodies, the huge gay pornography industry (which is never mentioned), the Calvin Klein model of advertising, or, for that matter, the construction industry, play their role in objectifying the male (Christensen 36 Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] Illness as a literary topos is certainly nothing new in French literature. As found in the works of Maupassant, Catherine Pozzi, and many others, the preceding fin de siecle produced a literature of illness, with its stories of syphilis, tuberculosis, and the like. In the twentieth century the topos found new terrain first by exploring the illness of cancer, and more recently that of AIDS (see for example the works of Herve Guibert). However, what differentiates these two fin de siecle literatures is that now, with Guibert for example, the distinction between the inside and the outside of the body collapses, giving obscenity a totally new meaning.' Whereas the state of medical technology did not allow Maupassant to "travel" into the body of the tuberculosis patients he depicted, Guibert, in books such as Le Protocole compassionnel (1991) , is given free rein to turn organs into literary objects. The reversibility of the inside/outside of the body provided by medical imagery allows the writer to make his blood, throat, or stomach the real characters of his later books, carrying voyeurism (but also, to some degree, exhibitionism) to an extreme that would have been unthinkable only a few years ago.' With Guibert the narrative voice stands as the only and increasingly weak unifying center of a series of organs which seem to drift away and take on a life of their own. It is indeed both sad and symptomatic that only with this unprecedented display of the inside of his fragmented and deteriorating body would Guibert reach the fame he yearned for as a writer, as he himself admitted. Does Guibert's work, then, cater to a segment of this growing cultural market which feeds on the objectification of the body ever since the advent of Surrealism?' 4. An assortment of hand-mirrors, brushes, and blow-driers.
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Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] The conventional definitions of fetishism, such as those promoted by psychoanalysis or feminism (Dworkin) , appear to be increasingly powerless as tools when it comes to describing "reality" (virtual or otherwise). Voyeurism (not Guibert's but ours) has now grown to such proportions that it includes not only the objectification of the exterior of the body but also that of the whole organism: the inside of the body has also become the outside. Parts It now appears that sexuality cannot remain an area miraculously protected from broad economic trends based on commodity fetishism, fragmentation, and the unavoidable discarding of traditional morality that now blocks the expansion of the market. Yet, following Pierre Bourdieu, what could be called "cultural arbitrariness" is still with us and it is safe to assume that this will remain the case for a long time to come.'° It might, however, be drifting and opening new spaces where gender differences play an increasingly secondary role as the commodity keeps reordering all identities and integrities on a planetary scale, turning them into a proliferation of fragmented objects for sale. Commodity fetishism is very much like the sacred described by the anthropological tradition. It travels relentlessly from one point to another, it is unstable in its investments, and it can potentially break apart almost anything. Current trends clearly show that the human body, male or female, will not escape this process: as patriarchal values and the female body they identified disappear, they are replaced by androgyny, general commodity fetishism, and a uni-(bi-)sexual body made up of parts/objects that can be combined and recombined endlessly on a high fashion/video/pornography/literature scale.
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